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I ncidental - Occurring or liable to oocnr in 

fortuitous or subordinate conjunction with 

something else of which it forms no essential part. 

the Oxford English Dictionary 

This is the second release in a series of psychogeo- 

graphical recordings based on the theory of the 

derive among the artists < the various) assembled 

here. In this release the various remain as before 

and the subject is a non-sitespecific state of transit. 

The zones or tracks on the disc, consciously 

organized, or not, represent an array of islets, 

constant currents or vortexes. They are associated 

only by the order in which they follow: a linear 

function of the compact disc. When one avoids the 

habitual “sequential play mode”, the zones provide a 

milien of possible trajectories. The “random play” or 

“shuffle mode” is essential in using this psychogeo- 

graphical guide to the architecture of the incidental. 

The concept of psychogeography and the derive are 

borrowed from the writings of the Situationist 

International in appreciation of their recognition of 

the random association of elements that one encoun¬ 

ters in everyday life. The intent of the compilation is 

to explore how this randomness occnrs in the colli¬ 

sion between music, architecture and the individual. 
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Incidents of Displacement 

The history of modernism has been intimately linked to the 
poetics, analysis and transformation of urban space, and 
consequently to a radical reflection on the intersecting 
exigencies of the aesthetics and sociology of the city. In this 
regard, the paradigmatic city of modernism had long been 
Paris: Louis Sebastien Mercier, in Le Tableau de Paris and 
Le Nouveau Paris, described the city at the moment just 
before the beginning of the great industrial and 
technological transformations; Baudelaire, through the 
hyper-sensitivity of his flaneries (later to be theoretically 
valorized by Walter Benjamin), revealed the profoundly 
modern aspects of urban existence and forms; Andre Breton, 
benefiting from the serendipities of collage and objective 
chance, sought the marvelous amidst the commonplace and 
the detritus of the city; Gilles Deleuze and Felix Guattari, in 
Anti-Oedipus, proffered the schizo-stroll as a rhizomatic, 
deterritorializing modality of transposition and transporta¬ 
tion. Yet within this genealogy of radical urbanism, it is 
probably Guy Debord’s situationist critique of spectacle, 
theoretically codified in Society of the Spectacle - imbued 
with the precepts of anti-formalism, art work as radical 
critique, and the decomposition, dematerialization, 
decommodification of the art object — that has had the 
most profound and lasting effect on contemporary art and 
aesthetics. 

In the 1960s, the Situationists sought to transform the 
reality of urban space by establishing critical situations 
based on the practice of the derive or drift, a rapid passage 
through urban ambiances resulting in a sort of imaginary 
montage of sites, sights, affects and concepts. This psycho¬ 
geography is based on the premise that, as Debord explains, 
The spectacle is not an ensemble of images, but a social 
relation between people, mediated by images." "Spectacle" 
does not therefore refer to the material presence of images, 
objects or events, but signifies rather the objectification of 
social relations. Situationist activism is anti-spectacle: 
rather than being an artist or cinematographer, the 
Situationist must become a "director of situations," in order 
to overcome the reification of social existence, the false 
consciousness of time, the falsification of appearances, the 
alienation of work, the abundance of dispossession, the 
banalisation of discourse, and the paralysis of history and 
memory. "Future art will be the overturning of situations, or 
nothing at all." This implies, if not the total loss of the art 
object, at least its adaptation to ephemeral, anti-formalist, 
anti-commodity imperatives. In the move from a "utopian 
revolutionary art" to an "experimental revolutionary art," 
Situationism reconstructs art as communication, critical 
symbolic urbanism, and revolutionary propaganda, with the 
intent of shattering the illusory coherence of the real. 
Situationist guerrilla mass-media, consisting of fluid, anti- 
ideological events, is opposed to the surreptitious presence 
of the spectacle. 



It is evident that this anti-spectacular critique would find its 
way into the field of audiophonic production. 
Emblematically, Debord announced in his last film the 
justification for using a blank screen (already the basis of his 
first, imageless film of 1952, Hurlements en faveur de 
Sade): "Here, the spectators, deprived of everything, will 
also be deprived of images." What remains, of course, is the 
soundtrack: the possibility of psychogeography as sound- 
scape was conceived. However, the historical context has 
changed: Paris is no longer the paradigm; the aesthetic field 
has been globally decentered and deterritorialized; the 
boundaries between genres and between media have 
disappeared in a vast hybridization of styles, forms, sites. 
Indeed, the contemporary proliferation of audio and radio 
art is in part due to their facility in crossing borders, cir¬ 
cumventing capital, cutting up and mixing works, conjoining 
authors, catalyzing widely disparate and dispersed listeners. 
This is a manifestation of a new episteme based upon an 
absolute combinatory apparatus, where all signs (textual, 
visual, oral) are in constant degeneration, displacement, 
recombination, dissemination, resulting in the reconstruction 
of the symbolic as a heterotopia. 

Geoff Dugan's previous CD compilation, Psychogeographical 
Dip, was an exploration of situationist techniques in the 
post-modern field, the presentation of transient passages 
through the varied but related ambiances of a specific site: 
the abandoned McCarren Park Pool in Greenpoint, Brooklyn. 

These abstract audiophonic "cityscapes" should be listened 
to in the spirit of the Situationist ethos: "A moment of life, 
concretely and deliberately constructed by the collective 
organization of a unitary ambiance and a play of events." 
Their non-representational, non-narrative structure amplifies 
possibilities of catalysis, rather than analysis. The distant, 
empty, abandoned space of the pool (a concrete tabula rasa) 
evoked not concrete installations, but aural constructs; 
these in turn excite future projects. The Architecture of 
the Incidental (offering works by the same artists), does not 
explore or evoke a given site, but rather traces the ever 
shifting, drifting, siteless experience of borders: transience, 
transit, transposition, transport, transgression. Such is a new 
way of exploring space and place: these immaterial, 
iconless, minimal sound pieces offer an abstract, and thus 
infinitely transformative, matrix to guide our movements 
and travels. The result is an ultimately imponderable 
auditory techno-fiction. These are works of instigation, not 
description; of assignation, not designation; they project 
lines of flight, not places; they deterritorialize rather than 
delimit. They are utterly contemporary incidents of travel. 

Allen S. Weiss 
author of Phantasmic Radio 
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